Abstract
Introduction
Femi Osofisan's Women of Owu is a sordid tale of unimaginable grief. It is a story of extreme plunder, pillage, and dehumanization, especially, of womanhood. Little wonder that its blurb is replete with dolorous reviews that evoke the most intense image of suffering and ravishment. surface of this gory narrative that so evidently bemoans the fate of some helpless women is a cultural aberration that inadvertently casts African womanhood in a strange mold that could be regarded as demonizing.
This paper adopts the Reader-Response approach in a Phenomenological framework to interrogate the consequence of Osofisan's adaptation of Euripides on the cultural credibility of the Yoruba women he has adopted for his artistic modeling. The first task here is to examine the structure of textual relationship between Euripides' play and Osofisan's adaptation of it, for the purpose of determining if there is mutual enhancement between them or if one text is privileged over the other. The second is to situate both plays within their respective cultural matrices to appraise the extent to which they, individually, reflect the realities of gender value and expectations within those cultures.
Background to The Play
With over fifty plays to his credit Femi Osofisan is, undoubtedly, one of Nigeria's, nay, Africa's most prolific playwrights. He is usually categorized among the second generation of Nigerian playwrights, after the likes of Wole Soyinka and J.P. ClarkBekederemo who are usually considered the forerunners of Nigerian drama.
Osofisan is a trailblazer in his own right for, as Obafemi (1982) 
rightly says in The Continuum Companion to Twentieth
Century Theatre, he is "… a pioneer of the drama of conscious ideological commitment. His plays deal with topical political issues from a philosophically materialistic perspective" (p. 575).
He is usually interested in narratives that capture the peculiar experiences of intersecting social processes, shifting locations and identities. According to Nwabueze (2003) :
JHUCS, Vol. 1, (2016): Osofisan has consistently attempted to arouse revolutionary consciousness in his readers and audience. His works combine effectively his astonishing expression of anger, frustration, and outrage against Nigeria's socio-political milieu, his penchant for avant-garde dramatic structure, his love of symbolic dialogue and his preoccupation with political consciousness, mass mobilization and revolution (p. 141).
The themes of these plays usually revolve around deprivation, subordination, exclusion, and marginalization within cultural spaces, and organized social relations. Femi Osofisan has remained an activist of sorts, seeking for an end to injustice and class tyranny in Nigeria. As Awodiya affirms, "… the thematic preoccupation of his works remains the same: a vision of a better society that is free from the shackles of oppression, injustice and corruption" (1996, p. 102 Phenomenological critical frameworks offer the appropriate platforms for this intention.
Theoretical Framework
The Reader-Response critical approach allows a reader to complement the writing process through direct impressions formed 
265-6).
To Reader-Response critics, the effects of a literary work "… psychological and otherwise, are essential to any accurate description of its meaning, since that meaning has no effective existence outside of its realization in the mind of a reader" (Tompkins, 1980, p. ix) . The implication of the above assertions is that the meaning of a text cannot be divorced from its effect upon the mind of a reader and consequently should not be dependent on any extraneous assumptions that are not connected with the direct interaction between the mind of the reader and the text. Carlson Although the reader-response approach yields to several methods of literary criticism, the phenomenological analytical process is one of its most complementary frameworks. This is because phenomenology, too, preaches a focus on the object of interpretation and closure of assumptions not immediately experienced. Howells (1999) The usual predilection of the mind is to interpret new phenomena with data from previous experiences. This, of course, would result in interpretations that may be affected by biases and assumptions that are actually unrelated to the immediate phenomenon.
Therefore, phenomenological criticism "..desires to study only the eidetic aspects of phenomenon without allowing our presuppositions and ideas that are not immediately given to that act experience to interrupt our interpretation of that experience" (Owolabi, 200, p. 134) . To achieve this deliberate exclusion of extraneous influence, phenomenological critics adopt "bracketing".
In this way any potential interference is more or less shut out of the immediate material.
The Phenomenology of War in the Plays
The phenomenology approach here "brackets" the assumptions Comparably, therefore, whereas it could be argued that Low art, which is elitist and hegemonic in nature and validates the superiority of artistic products considered by dominant groups as significant. In the defining structure of literary adaptation there is a privileged and a deprived text, an autonomous and a dependent one, a hegemonic and a subservient one, because adapting is a form of borrowing. The relationship between lender and borrower is, necessarily, hierarchical. It is a largely osmotic relationship but the end product is hardly ever an equalized concentration of cultural realities.
Conclusion
Femi Osofisan's Women of Owu is, undeniably, a fine work. But in an attempt to find parallels to fit into the mould of his source play, the playwright has inadvertently extrapolated the cultural essence of a society that had little regard for women into the cultural history of an African community, where women had a lot of respect, and thereby has given impetus to some flawed assumptions and misinterpretations of that history. In an apparent bid to satisfy the arbitrary demands of his commission, the author of Women of Owu seems to have ignored the peculiar localized realities that shape the cultural lived experience of indigenous African Women distinct from their Classical Greek counterparts.
By attempting to present a sort of metanarrative that totalizes the condition of women as a universal reality the play, deliberately or otherwise, demonizes womanhood.
